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are never wholly successful. If they forego 
their special method and follow the models of 
Vienna they seem to be hampered by the 
restraints of alien and unfamiliar conditions. 
They cannot be said to have penetrated to the 
deeper principles which underlie the structure 
of Beethoven, and either imitate the accidents 
of his form or, in modifying them, remove at 
the same time elements that are essential. If, 
on the other hand, they enlarge the scale 
without altering the character of their favourite 
" poetic" pieces, their work, though it is here 
more interesting, because more spontaneous, is 
somewhat lacking both in balance of detail and 
in coherence of general outline. In some 
cases-e.g., the Ballades of Chopin-we find a 
distribution of ideas which is not only new, 
but convincing; such instances are few and 
exceptional. Structurally speaking, the interest 
of the period is focussed on two main points: 
the first, its remarkable power of dealing with 
the smaller canvas; the second, its removal 
(though sometimes at too heavy a cost for its 
own achievement) of conventional restrictions 
which the preceding age had accepted. By the 
former of these it enormously increased the 
lyric use of the pianoforte, by the latter it 
repealed some outworn and obsolete enact- 
ments, and so prepared the way for the true 
freedom of a rational code. 

As the essential feature of the romantic 
period was the return to Bach, so that of our 
own day is the return to Beethoven. No doubt 
a few composers have carried still farther the 
methods of revolt, and have " taken up music 
where Berlioz laid it down." Others, again, are 
taking their tone from Wagner, and applying 
to the concert-room principles which for their 
true expression require the stage. But in the 
greatest instrumental works of recent years, 
both symphonic and chamber, we may observe 
schemes of design which follow in direct evolu- 
tion from those of the "Eroica" and the 
" Appassionata." They are, of course, much 
indebted to the experience of the intervening 
generation; they have borrowed something 
of its language; they have inspired their 
phrases with something of its passion; they 
have learned from it new schemes of colour 
and new points of style. But in Brahms, 
especially, we find the heritage of the romantic 
composers employed to an end which they had 
not the strength to attain. In balance, in pro- 
portion, in organic diversity and coherence, his 
music owns no rival since the time of the 
Viennese school; it is at once the climax of 
past attainment and the pioneer of the future 
advance. Such works of his as the Sextet in 
B flat, the first Violin Sonata, and the Clarinet 
Quintet are typical examples of the stage to 
which instrumental structure has now attained; 
and though it be certain that these forms will 
one day be superseded, as they have superseded 
others, it is equally certain that from them will 
their successors be developed. 

FROM MY STUDY. 

WRITtNG to a friend a short time since, and 
touching upon the importance of attention to 
the phrasing in classical music, Mr. Moritz 
Rosenthal, the distinguished pianist, made the 
following observations: 

" That the chief interest I take in repro- 
ductive music lies in the correct phrasing, I 
confess openly. May I adduce a few examples 
of well-known and much misunderstood works ? 
A familiar melody of Mozart is usually phrased 
as below:- 

Now it is clear that the ' divine' theme sounds 
thus as monotonous as possible. I hope to 
have caught the meaning of the master in the 
following phrasing- 

"In the 'Eroica' Symphony, the common 
phrasing is (and all great conductors follow 
this erroneous way)- 

This gives the idea four E flats, and a chromatic 
descent, not to C sharp, but to D flat. It 
sounds very commonplace. The true reading 
is most assuredly this- 

-Ido 
 --~~ ~~--j!------! !+- _- -.I 

Here the C sharp opens a strange perspective 
in an unknown country-the pays du genie. 

" A feature in the ' Kreutzer ' Sonata is mis- 
understood by all violinists. They play- 

. 
- - V * 

. . 
v 

. 

and flatter themselves with the funny idea that 
they have caught the meaning of the immortal 
composer. But, of course, the melody corres- 
ponds to the first two notes, and goes as 
follows- 

The melody in its simplest form is- 

not- 

j:f~f- : i [:: -?t---/ "- ----I 
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"In the A flat Valse of Chopin (Op. 42) 
pianists play-- ~- - 

but, of course, this is the noble melody-- 

"In the ' Sehnsuchts-Walzer' of Schubert 
I have always heard the following reading- 

No doubt it is a pleasure to dance to this 
rhythm, but the passage should be rendered 
thus-" 

10- -- 
.-. 

Whatever we may think of the examples 
cited by Mr. Rosenthal, they at least show how 
much interest, and possibility of valuable results, 
attend the study of phrasing in cases where the 
composer has not fully and definitely expressed 
his intentions, or has been "edited" without 
due care. 

It is well known to every reader of musical 
history that Voltaire was a great admirer of 
Rameau, and that the two masters collaborated, 
as poet and musician, in " Samson," the 
" Princess de Navarre," and the "Temple de 
la Gloire." But it may not be so much a 
commonplace of record that the greater of the 
two had ideas about the musical drama which 
to some extent anticipated those of Gluck. 
The facts concerning this matter were set forth 
by Mr. Hugues Imbert in a book entitled 
" Symphonie Melanges de Critique Litt~raire et Musicale" (Paris, 189i). 

In 1731 Voltaire began writing the tragedy 
of " Samson " with a view to the music of 
Rameau; and here is part of a letter addressed, 
in 1733, to Berger, secretary of the Prince de 
Carignan, a nobleman who seems to have 
acted as patron and protector of the fine arts 
in Paris. 

"You, Sir, the worthy secretary of a Prince 
who wills to be at the head of our pleasures, 
and who consequently has the most delightful 
department in the world, have the kindness, I 
beg you, to acquaint me when it will be 
necessary to send him a copy of the words of 
'Samson.' I have written that work simply 

to contribute from afar to the glory of M. 
Rameau, and to serve his talents, as one who 
supplies the canvas and the easel contributes to 
the glory of the painter. But although I play 
only a subordinate part in this affair, I much 
desire that there may be no difficulty to over- 
come, and that I may count personally upon 
the protection of M. le Prince de Carignan, 
alike as to the manner in which this opera will 
be performed and as to the examination 
of the text. I hope that you will influence 
him in my favour, and that it will be to you I 
shall owe the obligation of his kindness." 

In a subsequent letter to the same person 
Voltaire entered more fully into the matter: 

" I acted foolishly in writing an opera, but 
desire to work for a man like M. Rameau 
carried me away. I thought only of his genius, 
and did not perceive that mine (if so be that I 
have one) is not at all adapted for lyrical 
composition. I wrote to him, some time ago, 
that I should have made an epic poem much 
sooner. It is assuredly not that I contemn 
this kind of work. There is nothing con- 
temptible in it. But it demands a talent which 
I believe I do not possess. Perhaps with 
tranquillity of spirit, and the attention and 
advice of my friends, I might produce something 
less unworthy of our Orpheus, but I foresee 
that that would put off the performance of 
the opera till next winter. This, however, 
would benefit the work, and make the public 
more desire it. Our great musician, who, no 
doubt, has enemies in proportion to his merits, 
should not be sorry to see his rivals pass before 
him. The point is not to be played soon, but to 
succeed. Better be applauded late than hissed 
early." 

Later on, Voltaire spoke of "' Samson " in 
an epistle to his friend the Comte d'Argental: 
" I had entirely abandoned my hero of the 
ass's jaw-bone, because of the slight you put 
upon this rough Hercules and the bizarre 
poem which bears his name. But Rameau 
protested; Rameau said that I cut his throat, 
that I treated him as a Philistine." 

In another letter to Thiriot (1735), Voltaire 
remarked: 

" I am told that 'Les Indes,' Rameau's 
opera, will be a permanent success. The pro- 
fusion of semiquavers in it will, I think, 
provoke the Lullists, but in the long run it 
must be that Rameau's taste will become the 
dominant taste of the nation, in proportion to 
the growth of national enlightenment. The 
ears are formed little by little. Three or four 
generations change the organs of a nation. 
Lulli has given us a sense of hearing which we 
had not, but the Rameaus will bring it to 
perfection. You will give me news of that in a 
hundred and fifty years from now." 

The affair of " Samson" dragged along a 
slow course. Rameau does not appear to have 
been very keen in the matter. He was a little 
doubtful as to the reception of a Biblical opera 
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by the Church, and also, perhaps, with regard 
to the prejudice likely to be excited by Voltaire's 
co-operation. Nevertheless, at the close of 
1735, we find the poet-philosopher still full of 
the theme. He writes again to Thiriot: 

" I do not quite understand what is said 
about an interesting Dalila. I want my Dalila 
to sing beautiful airs in which French taste is 
founded upon that of Italy. That is the interest 
which I have in an opera. A fine and well- 
varied spectacle, brilliant fetes, plenty of airs, 
few recitatives, short acts-that is what pleases 
me. . ... I wish 'Samson' to be in a new 
style; only one scene of recitative in each act, 
no confident, no verbiage. Are you not weary 
of uniform singing and of the perpetual eu 
which ends our feminine syllables with a 
monotony of antiphony? It is a cold poison 
(un poison froid) which kills our recitative." 

At this time came the troubles caused by 
Voltaire's audacious " La Pucelle," and the 
author thought it wise to cross the frontier 
without delay. But he took his anxieties with 
him. " Amid the sorrow which has pierced 
my heart, it is difficult, my friend, to think of 
' Samson.' " Nevertheless, he did keep that 
work in mind, for we find him writing to 
Thiriot:- 

"I hope soon to send you the copy of 
'Samson.' I persist in the opinion that our 
operas should serve music more and avoid 
long recitatives. There are hardly any in 
'Samson,' and I believe that the genius of 
Orpheus-Rameau will, consequently, be more 
at its ease; but it is necessary to obtain a 
reasonable censor, who will remember that 
' Samson' is designed for the Op&ra, not for 
the Sorbonne. Lend your influence, I pray 
you, to this new species of opera, and let us 
say, with Horace, 'O imitatores, servum 
pecus.' " 

In February, 1736, Voltaire sent the following 
letter to the same correspondent:- 

" I have not been able to obtain official 
sanction for 'Jules C6sar,' only a tacit per- 
mission, and that makes me tremble for 
' Samson.' The heroes of the fable and of the 
history are seemingly in an enemy's country. 
Spite of that, I have worked at ' Samson' ever 
since I learned that we had gained the battle 
of Peru.* But Rameau must back me up, and 
not let himself be influenced by all the asses' 
jaw-bones that talk to him. Perhaps my latest 
success will give him confidence in me. I have 
thought about the matter maturely, and I 
will not let myself drop into commonplaces. 
Samson is not a subject susceptible to ordinary 
love. The more one is accustomed to its 
intrigues, which are all the same under different 
names, the more I am resolved to avoid them. 
I am strongly persuaded that love, in ' Samson,' 
should be a means, and not the end of the 
work. It is he, not Dalila, who should interest. 

That is so true that if Dalila appeared in the 
fifth act she would be a ridiculous figure. 
Such an opera, full of spectacle, majesty, and 
terror, should admit love only as a divertisse- 
ment. Everything has its own proper character. 
In a word, I conjure you to let me make of 
' Samson' an opera in antique taste. I will 
answer to M. Rameau for the greater success 
if he will connect with his beautiful music some 
airs in a modified Italian manner. Let him 
reconcile Italy with France." 

In another letter appears the following:- 
" I have read ' Samson' with Madame du 

ChAtelet, and we are agreed that love, in the 
first two acts, will have the effect of a flute 
amidst drums and trumpets. It will be fine 
to have two acts run on without the jargon of 
intrigue in the temple of Quinault. I maintain 
that one treats love with proper respect when 
one refuses to waste it, and will not introduce 
it save as an absolute master. When it is not 
necessary, nothing is more cold. We find that 
the interest of ' Samson ' should fall absolutely 
on Samson. . . . Moreover, the first two acts 
will be quite short, and the theatrical terror 
which there reigns will be to the two acts 
following as a tempest is to the calm day which 
comes after it. Wherefore, encourage our 
Rameau to show all the audacity of his music." 

Another letter of the same period, addressed 
to Berger, deserves quotation:- " I hope that the indulgence with which my 
'Americains ' has been received will encourage 
our great musician, Rameau, to have more 
confidence in me, and to finish his opera of 
' Samson' on the plan that I have all along 
proposed. I have worked solely for him. I 
have gone off the ordinary route in the poem 
because he has done the same in music, and I 
believe that it is time to open a new career for 
opera, as for the tragic stage. The beauties of 
Quinault and Lulli have become commonplace. 
Few will be bold enough to counsel M. Rameau 
to make music for an opera the first two acts 
of which are without love, but he should be 
bold enough to put himself above prejudice. 
He ought to believe in me and in himself. 
He may be assured that the part of Samson, 
played by Chass6, will make at least as much 
effect as that of Zamore played by Dufresne. 
Try to persuade that head of semiquavers 
that his interest and glory encourage him; 
that he promised to work entirely in agreement 
with me; above all, that he will not pass his 
music about from house to house; that he will 
adorn with new beauties the pieces I have 
written for him. I will send him the work 
whenever he wishes." 

Time went on, but "Samson" did not, at 
least as far as the music was concerned. 
Rameau soon had his masterpiece, " Castor et 
Pollux" in hand, and although, still later, he 
and Voltaire worked together at the " Princesse 
de Navarre" and " Le Temple de la Gloire" 
(both written for the Court), the Biblical drama 

* This reference is to the tragedy of " Alzire," about the sanction 
of which trouble had arisen. 
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stuck fast. Voltaire, however, could not forget 
it. As late as 1768 he wrote to a friend: " Do 
you know that Rameau had made delicious 
music for 'Samson'? He has put some of 
it in the 'Incas,' in ' Castor et Pollux,' in 
' Zoroastre.'" And there was an end of an 
enterprise which might have anticipated Gluck, 
with whom, by the way, Voltaire became 
acquainted, and whose reforms he supported. 
Notwithstanding the fiasco of " Samson," it 
served to place Voltaire, as his letters concerning 
it show, among the first to advocate dramatic 
truth in opera, and the subordination of the 
merely pleasing to the higher ends of art. 

X. 

WILLIAM EWART GLADSTONE. 

"Music is of enormous advantage both to those 
who hear and to those who perform it. It is a great 
blessing to the people, and I think that there are few 
satisfactions in my mind greater than to witness the 
progress it has made in the course of the last fifty 
years." Such is the testimony which the veteran 
statesman, whose death has caused the hearts of 
Englishmen to vibrate in sorrowing unison, bore to 
the influence of music. Although he was in his 
eighty-eighth year when he uttered these words to 
2o,ooo people gathered under the walls of Hawarden 
Castle, the views he then expressed were a life-long 
conviction. Of Mr. Gladstone's personal attainments 
in the practice of music, it is said that he used 
to play the violoncello and possessed a charming 
tenor voice. Judging only from his speaking voice, 
one can easily believe this to be true. He always 
showed a very keen appreciation of, and love for 
the divine art. And in this connection it is 
interesting to recall the fact that, next to the loving 
ministrations of those dearest to him, nothing more 
gently soothed the weariness of the long and painful, 
but patiently borne sufferings of his last illness than 
the strains of consoling music. It was not only his 
constant but only source of enjoyment during many 
weeks of waiting for his call to higher service. 

As a proof of his interest in music and musicians, 
Mr. Gladstone more than once attended the annual 
Festival of the Royal Society of Musicians, and at 
the gathering of 1865 he made a very eloquent and 
remarkable speech. Unfortunately, his speech was 
not reported verbatim, but the following digest of it 
from the journals of the day will furnish some idea 
of his remarks:- 

When the Chancellor of the Exchequer (Mr. Gladstone) was called upon to speak the assembly were instantly hushed in breathless expectation; and they were not 
disappointed, for Mr. Gladstone made a speech full of his 
glowing and characteristic eloquence. He uttered a fervid 
eulogy of the art of music, and contrasted the way in 
which it was regarded in this country, even within his own 
memory, and the manner in which it is regarded now. 
Then (he said) music was looked upon as a gift vouch- 
safed only to a few. Now, it is understood that the gift is extended to the whole human race; those who are 
destitute of it being below the ordinary standard of 
humanity; and (he added) our own countrymen are as 
largely endowed with it as any nation upon earth. Let 
us cultivate it and promote its progress. 

Mr. Gladstone naturally showed a special interest 
in Church music. In regard to its wonderful 
progress in this country during his long life, we 
cannot do better than quote a portion of his speech 
made at St. James's Palace, February 28, 1882, at 

a meeting held in connection with the founding of 
the Royal College of Music, H.R.H. The Prince of 
Wales being in the chair:- 

Now I am bound to say that I take a sanguine view of 
the capacity of this nation for music. ... I do not 
hesitate to say, in looking back over the last half-century, 
that I have witnessed no change more remarkable among 
the many changes and the many developments which have 
marked that half-century, than the change in the sentiment, 
and, if I may say so, in the attitude of the nation with 
respect to music. . . The music in the ordinary 
churches of the Church of England fifty years ago was a 
disgrace to the country and to the religion it professed. I 
remember one particular case, not of an obscure village 
church, but of a village church hard by one of the ancestral 
mansions of this country, and where the benefice was held 
at the time by a member of the family that inhabited the 
mansion, and in which, in utter despair of redeeming the 
music of the parish from its disgrace, the alternative 
had been to extinguish it altogether. The services on 
Sunday mornings proceeded from beginning to end without 
a note of music of any kind; and bad as that was, I do not 
hesitate to say that it was far better than to be doomed to 
stand and suffer many of the grotesque performances 
which usually characterised the attempts of that period. 

The sentiments so eloquently expressed in the 
above quotation found an echo in a letter which 
Mr. Gladstone addressed to Messrs. Novello and Co., 
in acknowledging a copy of their " Short History of 
Cheap Music" :- 

" DEAR SIRS,-I receive your gift with particular 
pleasure, as proceeding from a firm which is insepar- 
ably associated in my mind with the introduction of 
cheap (instead of frightfully dear) music into this 
country, and thereby with the remarkable extension 
of musical taste, knowledge, and practice among the 
people of this country during the last half-century. 

" I remain, Dear Sirs, 
"Your very faithful and obedient, 

" W. E. GLADSTONE." 
" Dollis Hill, N.W., 

" May 18, 1894." 
It was characteristic of Mr. Gladstone that he made 
no reference in the above letter to the important 
share he had had towards the attainment of this 
end by the repeal of the Newspaper Stamp Act 
and the Paper Duty, which helped to bring about 
the consummation he, in the above letter, so warmly 
appreciated. 

The music arranged to be sung at the funeral 
of Mr. Gladstone in Westminster Abbey, on the 
28th ult., consisted of the following:- 

Funeral-Equale for four trombones, Beethoven (com- 
posed by him in 1812, and performed at his own funeral in 
1827); Funeral March in B minor, Schubert; Funeral 
March in A flat minor, Beethoven. Opening sentences to 
music by Croft. Psalm xc. to Chant by Purcell. Hymns: 
" Rock of Ages," "Praise to the Holiest in the height," 
and "O God, our Help in ages past," to Croft's fine old 
tune "St. Ann's." Anthems: "I heard a voice from 
heaven," Goss; and "Their bodies are buried in peace," 
Handel. Dead March in "Saul," Handel; Marche 
Solennelle in E flat, Schubert. 

The choir of Westminster Abbey to be augmented 
by those of the Chapel Royal, St. Paul's Cathedral, 
the Temple Church, and St. Margaret's, West- 
minster. The accompaniments to consist of trom- 
bones and drums, in addition to the organ. Organist 
and Director of the music, Professor Sir Frederick 
Bridge, Mus.D. 

ALTHOUGH Dr. Hopkins has relinquished his Sunday 
duties, it by no means follows that he will henceforth 
lead a life of idleness. There is every reason to hope 
and expect that he will devote a portion of his 
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